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Hanns-Bertold Dietz 
RELATIONS BETWEEN RHYTHM AND DYNAMICS IN WORKS OF BEETHOVEN 
Although it is known that Beethoven was in the habit of adding dynamic marks to a 
manuscript only after he had completed writing the musical text 1, it would be false 
to conclude that dynamics are peripheral to the substance of his works. On the contrary, 
as his sketches prove, dynamic aspects played a role even in initial stages of composi-
tion 2. Further, certain works, of which different versions have been preserved, 
clearly indicate that dynamic considerations were involved in effecting compositional 
changes. The string quartet opus 18, No. 1, is a case in point, and especially its first 
movement can serve as example . lt is here not the intention to discuss all alterations 
occurring in the two versions - this has already been done elsewhere 3 - but rather to 
select a few pertinent instances under the viewpoint of the topic, the relations between 
rhythm and dynamics. 
In the first version of the opening movement of the quartet, measures 13 through 18 
present the same dynamic demands (1 measure "piano"+ 1 measure-== ::===--) three 
times in succession. The rhythmic change which occurs in measure 18 is thus dynamic-
ally disregarded and treated as was the rhythmic sequence in the measures before 
(Example l). The final version, in contrast, emphasizes this rhythmic change with a 
simultaneous change in dynamics, to a "crescendo" lasting two measures. Therefore, 
the three eighth notes which follow the dotted quarter hold in measure 18 are now felt 
as a strong, directed release into the tonic cadence. That all four instruments are 
made to partake in the "crescendo" , and in the rhythmic pattern J ill 1 .J , further 
strengthens the rhythmic-dynamic relations of measures 18 through 20. 
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' (p)<::> -=:::;:;,-. cresc. p But instead of culminating the "crescendo" on the first beat of measure 20 with "forte" , 
Beethoven drops the final tonic chord of the cadence abruptly back to the "piano" level. 
The result is that attention is drawn away from the finality effect of the cadence, and 
is directed toward that which follows. In other words, a dynamic link to the next 
phrase is established, across the two quarter rests in measure 20. In this next phrase, 
which closes the first thematic group, dynamics underscore a rhythmic-motivic 
intensification, and quite pointedly so. After a series of "sforzando" accents the 
culminating "forte" level is reached in the cadence measure 28, where all instruments 
unite in the threefold repetition of the dominant chord, rhythmically emphasizing together 
- for the first time - each beat of the movement' s 3/4 meter: J J 1 . But surprising-
ly only the first violin continues "forte" into the tonic tone on the first beat of measure 
29 (Example 2). The other strings again dro.p back to "piano" , at least according to the 
latest published critical edition of the work , where all string parts except for the first 
violin have a "piano" mark placed on the first beat of measure 29 . 
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This intro<.luces a most vexing problem, encountered in any research into dynamic 
aspects: to what degree may one trust the placement of dynamic marks, particularly in 
printed editions, when the original manuscript or authorized copies are lost, and know-
ledge of the composer's intentions is vague. In the case of the quartet under discussion it is 
known that Beethoven bitterly complained about its first edition by Mollo as being "voller 
Fehler und Errata in großer und kleiner Manier ... sie wimmeln darin wie die Fische 
im Wasser". lt is here neither the time nor the place to go more deeply into this 
problem 5, suffice it to say that the basis of discussion must be text and style critique, 
not simply a reliance upon the so-called "natural laws of musical expression", a so 
frequently called upon - if not misused - court of last resort in matters of dynamics 6 
lt must also be recognized that there are cases which defy exact answers. 
To return to the measures 28-30 of the quartet movement; it appears that Beethoven 
here indeed intended to create another link, a link between the end of the first and the 
beginning of the\ second thematic group, however without wanting to relinquish the sense 
of termination at the end of the first group. This sense of termination is guaranteed by 
the cadence and the rhythmic, dynamic character of measure 28, with its three beat 
"forte• repetition of the dominant chord. The sense of continuation is achieved through 
the eighth note pulse established by the second violin in measure 28 (joined by the viola 
in measure 29), which carries over into the following group, and through the sudden 
shift to "piano• (measure 29), the dynamic level of the succeeding group (Example 2). 
The differences in placement of the dynamic marks, which one witnesses in various 
editions, are in this instance of lesser importance, because the link is musically fully 
realized, no matter whether the "piano" sign is shown on the first beat of measure 29 
in cello, viola, and second violin parts (Henle edition), or whether it is placed on the 
second eighth note in the second violin and viola only (old Litolff edition) 7. 
Similar sudden dynamic contrasts, which stress the end of one rhythmic-motivic 
activity and the beginning of another, occur at several other cadence points of the 
exposition; so in measures 46 through 49, with their "crescendo", then "sforzando", 
three beats "forte", and sudden shift to "piano" at the point where the new motion 
starts (Example 3); further in measures 69 through 72, which bring "crescendo", 
"rinforzando", then a cadence resolution together with a drop back to "piano" and the 
beginning of a new group 8; andin measures 97 through 101, where "sforzandi" stress 
the weight of the homo-rhythmic movement of all four voices in dotted half notes, and 
"fortissimo" on the rhythmic acceleration of the culminating three quarter beats cadence 
formula, after which a sudden change to "piano• in those instruments starting the 
final group of the exposition follows. 
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Significantly, the two broadly conceived full cadences kept solidly in "forte" are those 
with which Beethoven clarifies the sonata process guiding the movement structure: 
the cadence which first confirms the dominant key area in the exposition during measures 
80 into 84, and the cadence which re-affirms the tonic key area in the recapitulation 
(measures 241 into 245). Again dynamic qualities are seen to logically relate to the 
rhythmic action. The driving 16th note runs are coupled with "crescendo" dynamics, 
and lead smoothly and effectively to a convincing structural climax befitting the 
quartet, a culminating "forte" cadence stretching across two measures and a half. 
In contrast, the corresponding measures 86 through 90 in the first version, with their 
"fortissimo" and "sforzando" accents, behave much more like the tutti sections of an 
early classical symphony or orchestral serenade, than like a part of a true quartet 
(Example 4). That Beethoven changed these measures, and similarly those between 
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The final version likewise avoids the rattling orchestral appearance which character-
izes the scale runs in the development section (measures 17 3 through 184) of the first 
version. In the revision these octave runs are placed "piano", contrary to what might 
be considered a "natural• dynamic feeling or tendency; but the "sforzandt• which 
stress the non-accented beats of the measures are retained. Thus Beethoven creates a 
section with a highly individual expression, with mounting rhythmic-dynamic tension. 
The result is that the point at which the outer voices are driven "crescendo• in 
opposite directions into the "fortissimo" return of the opening motive marks not mere-
ly the beginning of a reprise, but the central rhythmic-dynamic climax of the movement 
(measures 167 through 182) 9. 
Strang and purposeful interaction between rhythm and dynamics is not only evident on 
the rhythmic-motivic level, but also on the rhythmic-metric level. The dynamic altera-
tions which Beethoven made for the final version of the quartet, significantly influence 
the metric order and grouping of measures, its "Taktordnung• lO. One instance may 
here serve for many: while the first version groups measures 9 through 20 dynamically 
speaking in a square and regular order, the revision effects in these same measures 
an irregularly paired order, caused by the changes in dynamic s (Example 5). These 
new dynamics also disturb metric weight, the sequence of light-heavy, or heavy-light, 
in the two measure units at the end of the phrase, thereby further preventing the 
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A favorite design of Beethoven to achieve metric changes is the "sforzando• placed on 
the metrically light portions of a measure. By this means he revises and individualizes 
finally the rhythmic pattern in the closing measures of the movement, which otherwise 
remains note-for-note identical in both versions (Example 6). 
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The strong interrelations between rhythmic, metric, and dynamic qualities belong to 
the improvements which touch the very substance of this quartet, and therefore offer 
evidence of the significance which Beethoven attached to them in his works. 
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the quartet with the anchor points of the underlying harmonic skeletal structure of 
the movement (with what Thr. Georgiades calls the beginning of a new "Gerüst" in 
the "Gerüstbau" of a movement; cf. Thr. Georgiades, "Schubert, Musik und 
Lyrik", Göttingen 1967, 69 ff.). 
9 K. v. Fischer, "Die Beziehungen von Form und Motiv in Beethovens Instrumental-
werken", Strasbourg-Zürich 1948, 163 ff., brings examples of similar "Höhe-
punktsbildungen" from other works of Beethoven. 
10 In the sense of H. Chr. Koch, "Musikalisches Lexikon", Offenbach l 802, col. 
1259: "Von der Anwendung des Rhythmus, die man in der Musik insbesondere mit 
dem Ausdruck Taktordnung bezeichnet". 
Tomislav Volek 
DAS VERHÄLTNIS VON RHYTHMUS UND METRUM BEI J. W. STAMlTZ 
Im Schriftum über J. W. Stamitz und die Mannheimer wird niemals die hervorstechende 
Verwendung der Dynamik übersehen. Die folgenden Zeilen sollen andeuten, daß man, 
um dieses Phänomen als integralen Teil der Struktur des Werkes - und das sowohl auf 
der Ebene der Überleitungsdynamik mit großen Crescendi, als auch auf derjenigen der 
Detaildynamik - zu verstehen, von Stamitz' Lösung des Problems des Verhältnisses 
zwischen Rhythmus und Metrum ausgehen muß. 
Der Musikstrom des Stamitzschen Satzes wird in der Regel durch die Verkettung von 
zweitaktigen Gliedern gebildet, aus denen sich symmetrische 4- und 8-taktige Perio-
den zusammensetzen. Von diesen zweitaktigen Gliedern spricht man sogar als von 
„ auswechselbaren Einheiten" 1. Wie entstand diese Kompositionspraxis und mit Hilfe 
welcher Mittel konnte der Komponist das Stereotype dieses Verfahrens überwinden? 
Die Hauptquelle und den Ursprung dieses Phänomens versuchte ich bereits an anderer 
Stelle anzudeuten 2. Es handelt sich um einen charakteristischen Zug im Schaffen der 
tschechischen Komponisten des 18. Jahrhunderts, die sich vom Beginn ihrer musikali-
schen Aktivität an inmitten einer Kultur entwickelten, in der die Tanzmusik dominierte. 
Die Korrespondenzmelodik und Symmetrie des homophonen Satzes hatten in der tsche-
chischen Musikpraxis kein hinreichendes Gegengewicht in der Verwendung der Poly-
phonie, des musikalisch-rhetorischen Prinzips oder der Fortspinnungsmelodik. Vor 
allem in der Instrumentalmusik wurde die stereotype Übereinstimmung von Rhythmus 
und Metrum für das Bewußtsein der Zeitgenossen zu einer Norm, bei der man selbst 
die geringste Abweichung als auffällig empfand. Diese Tatsachen bildeten die Voraus-
setzung für das Entstehen eines der grundlegenden Züge von Stamitz' Stil, d. h. seiner 
Auffassung des rhythmisch-metrischen Verhältnisses. Diese beruht auf dem zwiespäl-
tigen Prinzip der prägnanten Bestätigung des metrischen Verlaufs und seiner darauf-
folgenden Störung durch die charakteristische Divergenz von rhythmischem Akzent und 
metrischem Gewicht. Durch die Anwendung dieses Prinzips konnte Stamitz nicht nur zum 
Aufbau des symphonischen Satzes auf der Basis des kleingliedrigen Motivmateria}s ge-
langen, sondern auch zur Entwicklung einer neuen Technik der Artikulation des Musik-
stroms beitragen, die sich am Entstehen „ des neuen Taktbegriffs" beteiligte und be-
sonders im Schaffen Mozarts und Beethoven zu voller Geltung kam 3. 
Was die Anwendung des erwähnten Prinzips in Stamitz' Schaffen betrifft, so können wir 
zwischen den einzelnen Gattungen, ebenso wie zwischen den einzelnen Sätzen größere 
oder kleinere Unterschiede bemerken. Am häufigsten macht es sich in Orchestertrios 
geltend, wo den partizipierenden Stimmen für die Realisierung der verschiedenen 
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